Introduction
It is fair to say that in the last few decades, translation and translation studies have achieved a visibility and level of engagement hitherto unprecedented. 'Translation Studies' in all its various forms and guises is now a recognised and widely taught academic discipline, with, like all academic disciplines, endless debates about the discipline's various approaches.
The context in which this special issue came to life was an international conference in 2012 held at Bangor University, focusing on Cultural Translation and East Asia. We were amazed at the breadth and depth of the studies presented, engaging with the topic from more angles that we, the editors/ organisers, could ever have visualised. From traditional academics to filmmakers to professional translators what became clear was that the interdisciplinary potential of this topic spoke to those who engaged with East Asian studies around the globe, from a variety of disciplines. One thing we decided as editors was that we would give up-and-coming academics a chance to work on and develop their work in the public arena. We wanted to encourage those at the beginning of their careers to take their first steps on the often heart-breaking road of academic life, firstly via conference presentation and then by publication.
It was also important to us to allow creative practitioners to voice their opinions and ideas. Practice-based and practice-led research is an important trend across all arts and humanities academic disciplines, and since cultural translation is ever a practical arena, we wished to ensure this approach was directly engaged with. Therefore this issue is a blend of established and upand-coming academics (including PhD students), and representatives from different fields, including creative writing, film and literature.
As global subjectivities increasingly become the mode of being for many via interacting economic and communication systems, the role of translation and the role of culture in all their forms have come to the fore in discussions. As Deleuze and Guattari ask, 'how many people live today in a language which is not their own? ' (1986: 19) . The act of translation is not only a key requirement of this global citizenship, to enable mutual intelligibility between different languages and cultures but also for the larger processes of cross-cultural hybridisation and the increasing destabilising of traditional marks and reconstruction of new and different types of identity. Translation is therefore not only the site of the individual translator, focusing on the act of translating a text from one tongue to another, but also for the large cultural moment which emerges through not only the global flow of people (exiles, emigrants, migrants, travellers, refugees) but also via film, literature, fashion, music, merchandise and art.
Globalisation has not rendered the concept of culture obsolete; rather the symbols and systems with which people communicate have changed and altered to fit this new mode of being. In this way cultural translation has become a practice of everyday life in both the national and the international experience. Even in the most turbulent and extreme spaces of the globe, Stuart Hall's 'systems of shared meaning ' (1997) are still articulated and developed in myriad ways. (Kim 2011 (Kim , 2013 ) have all been released into the English Language academic market.
Given the current debates about the lexicography of cultural translation it is important to offer a few words in the approach we encouraged the writers for this issue to take. We focus on material and physical movements, the crossing of borders, spaces and places. For the writers in this issue, contact zones become the space from which they all create, be it creative writing, film, literature or religion. This is not an ethnographic study; our writers are not describing or attempting to offer a description of a 'foreign' culture. From the experience of Hong Kong writers who are so often marked by their 'otherness' in the various spaces into which they move, to the perception the West has often maintained of the Eastern 'other', Gina Plana Espinet offers a study on the presentation of China in British documentary films. Plana opens up the important question of how long standing patterns of representation can affect and impact on the interplay between nations and cultures. As Plana notes, 'biased media practices can hinder the path to mutual comprehension' and in order to fully understand this barrier we must first understand the nature of UK documentary films' political and cultural aims when they produce products pertaining to China.
Film continues as the focus in Gavin
Wilson's examination of the role of film festivals in the film culture of South Korea. Seeing film festivals as the site of the transnational and transcultural he focuses on two specific examples from 2011, the Jeonju International Film Festival (JIFF) and Seoul International Extreme-Short Image & Film Festival (SESIFF). For Wilson, the various products that are examined offer us a 'lack of specificity' that results in them embodying only a 'vague use of visual and aural signifiers, from which the audience can only derive a partial sense of identification with their stylistic and aesthetic components'. It is this lack of specificity results in a new and unique engagement with relation to Korean identity and film culture. Natascha Radclyffe-Thomas presents a unique debate on the notion and definition of creativity and creative work. Her debate on global creativity as 'a vital economic imperative' focuses on how the engagements between East and West open up new lines of creative opportunity and potential, despite the continual threat of mis-communication and the possibility that creativity will be 'lost in translation'. For Radclyffe-Thomas, this negative possibility can be countermanded by seeing translation in all its forms, 'not as product but as … practice' (Maier 1995: 31) 
